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ambiguity in its representation of sexual identity and gender. As George Haggerty points out, "The cult of Gothic fiction reached its apex at the very moment when gender and sexuality were beginning to be codified for modern culture. . . . Gothic fiction offered a testing ground for many unauthorized genders and sexualities" (2) . Similarly, Paulina Palmer argues that the Gothic's use of uncanny motifs, including those related to secrets and mysteries, dislocations of space and time, and the figure of the double, encourages readers to consider queer and trans identity (6). Palmer's framework for exploring the queer uncanny offers a way for readers to understand how Haggard's representation of imperialism is "transgothic"-a term used by Jolene Zigarovich in her introduction to TransGothic in Literature and Culture.
While scholarship on Gothic literature has often demonstrated how the genre queered the boundaries of sexual identity, Zigarovich argues that transing the Gothic can open up a space that both intersects with but also disturbs non-trans feminist and queer readings of the Gothic . . . [to] explore categories such as transgender, transhumanism, and transembodiments, but also broader concepts that move through and beyond the limits of gender identity and sexuality, such as transhistories, transpolitics, transmodalities, and transgenres. (18) Haggard's She, for instance, might be critiqued through a trans lens by reevaluating the relationship between Leo Vincey and Horace Holly as one that is not reducible to either the homosocial or the homosexual. Readers might also consider the transformation of Ayesha as a metaphor for transembodiment. Additionally, the doppelgänger motif, in which Leo is both a modern Englishman and the reincarnation of an ancient priest of the cult of Isis, might be explored as a metaphor for trans identity. Such analyses can be further enriched, however, by considering how the fields of queer ecologies and transgothic studies come together.
Queer ecologies offer a useful starting point for understanding trans identity in the imperial Gothic. First, queer ecologies investigate nonheteronormative, nonbinary multiplicities of gender and sexuality and deconstruct race to understand how racism and racial categorization have formed binary notions of gender and sexuality. Second, queer ecologies link the way that natural space is organized by an understanding of gender and sexuality to discourses on "unnatural" and "degenerate" sexualities. The task of queer ecology, as Catriona Mortimer-Sandilands and Bruce Erikson explain, is to "probe" the intersections of sex/nature with an eye to developing a sexual politics that more clearly includes considerations of the natural world and its biosocial constitution, and an environmental politics that demonstrates an understanding of the ways in which sexual relations organize and influence both the material world of nature and our perceptions, experiences, and constitutions of that world. (5) More broadly, my reading of Haggard's She takes up what David Mazel calls post-structuralist ecocriticism: "a way of reading environmental literature and canonical landscapes . . . that attends concurrently to the discursive construction of both . . . environment and . . . subjectivity" to analyze environment "as a powerful site for naturalizing constructs of race, class, nationality, and gender" (xxi). I add to Mazel's list of dominant identity constructs "sexuality" and "gender identity" to address the following question: what is natural/unnatural, and how does this perception inform Haggard's imaginative rendering of gender and, in particular, its association with sexuality, the body, and the environment? Trans studies can help address such questions by moving beyond queer to offer an understanding of how bodies and environments are assemblages, becomings and unbecomings-matter always in transition.
The impermanence of matter and how such a concept might inform our understanding of embodiment as a complex and variated condition has been most forcefully argued by Elizabeth Grosz. In Becoming Undone (2011), Grosz argues that life is a series of temporalities that are always in a process of transition: "Matter and life become, and become undone. They transform and are transformed. This is less a new kind of materialism than it is a new understanding of the forces, both material and immaterial, that direct us to the future" (5). Grosz thus explores new ontologies that move beyond simply blurring binaries or examining intersections. Such ontologies are defined not by what they are, in the positivist sense so often employed by the discourses of taxonomy and classification, but by their capacity to change and transform.
Grosz's work on ecologies is useful for understanding trans embodiment in imperial Gothic fiction as an assemblage that is always in transition. By understanding the developing awareness of ecologies in the late-Victorian era, one can better situate the idea of nature as a construct that aided imperialism but nonetheless was beginning to change. Alexander Weheliye has usefully explored the ways in which Victorian science created distinct categories of the human:
The idea of racializing assemblages . . . [in contrast to bare life and biopolitics] . . . construes race not as a biological or cultural classification but as a set of sociopolitical processes that discipline humanity into full humans, not-quite-humans, and nonhumans . . . [that play an essential role] . . . in the construction of modern selfhood. (4) Weheliye's title, Habeas Viscus (2014), which means "you shall have the flesh," extends Hortense Spiller's distinction between the flesh and body and demonstrates that "exceptional" populations, those that do not fit into the political structures that reduce humanity to the condition of biopolitics, have become queerly racialized mobilities (1) (2) (3) (4) (5) (6) (7) (8) (9) (10) (11) (12) (13) (14) (15) (16) ). Weheliye's insightful argument is instrumental to understanding race but also trans identity, even though he stops short of considering trans identity as distinct from queerly racialized mobilities. His understanding of the classification of humans into "full humans, not-quite-humans, and nonhumans"-to which I add more-thanhuman-provides a framework for better understanding the transgothic ecologies in Haggard's She and their transgressions of gender and sexuality. Such an approach, with its focus on categories such as transitioning, becoming, and transforming, might be considered "reparative" in the sense that it destabilizes the Victorian-colonial hegemony that worked to oppress deviant gender identities and sexualities. Furthermore, such an analysis can, in turn, work to transform an understanding of the Gothic as genre and mode.
S h e's e m e r g i n g t r a n s g o t h i c e c o l o g i e s The Gothic genre contributed to both the consumption and the fetishization of foreign cultures and spaces in the late nineteenth century. Lindy Stiebel posits that the cultural consumption of African culture and artifacts transformed "strange space" into colonial space and allowed novel writers to tame "otherness," bring it under control, and own it by "repeatedly generating similar depictions of foreign landscapes" (3) . She argues that "such is the power of imagined foreign landscapes that anxieties that underlie the imperial and later colonial project would be likely to surface, in a writer such as Haggard, in these repeated, almost fetishistic representations of perceivably exotic, foreign landscapes, even in those supposedly domesticated" (3) . Taking up this theme, Shannon Young describes the landscape that Horace Holly and Leo Vincey enter when they arrive on the Zanzibar coast: a deep cavern (womb) reached by crossing a chasm (vagina) that presents the obstacle of a "tongue-like phallic rock" directed toward a "clitoris-like rocking stone" to reach a pillar of fire that promises immortality to one who bathes in its flames . Later, when the men escape the caves of Kôr by leaping over a wide gap, the plank they crossed having fallen into an abyss, they find themselves lying next to each other "panting…, trembling like leaves, with the cold perspiration of terror pouring from [their] skins" upon an outcropping of rock that "sprang out like a spike from a wall" (230). On the one hand, the phallic imagery of this scene reinforces Victorian homophobia, but on the other, it seems to glamorize the possibility of homoeroticism, yoking it to the thrill of adventure and the value of masculine loyalty. Haggard's She readily indulges in the eroticization of the African landscape, but in doing so, it also offers alternatives to imperial representations of identity. Haggard's She is really a hot mess.
She emerged from a Victorian culture that was preoccupied not only with imperialism and empire but also with exiled rebels and destitute populations, many opposed to British nationalism, Victorian morality, and Darwinian social conventions. Michel Foucault discusses how Victorians came to police non-normative populations and obsess over sexual conduct, prostitution, criminals, and the poor, often merging destitute populations into one another, but such dominant discourses were not unchallenged. Rebellious movements emerged that began to question the hierarchical British-whitemale-heterosexual-bourgeois system, though they were often violently suppressed and pathologized, largely through discourses relating to Richard Freiherr von Krafft-Ebing's field of sexology and Max Nordau's theory of civilization-antecedents of degeneration theory and its influence on the Victorian Gothic. Nonetheless, during the period in which Haggard was writing, rebellious outcasts formed countercultures that rejected hierarchical, normative standards in society. Leela Gandhi asserts that as early as 1880, radical utopian socialists had formed coalitions and communities, what she describes as "strange alliance[s], unlikely kinships, and impossible identification[s]" (184). Edward Carpenter, a relatively open homosexual for his time, was at the forefront in forming coalitions between those on the margins, deploying what Gandhi calls a "politics of friendship" (9) that united radical and rebellious figures. Suffragists, anarchists, vegetarians, prison and land reformers, and even Christian socialists "attended each others' meetings, contributed to each others' journals, and organized joint demonstrations" (123). Gandhi calls the coalitions behind these collaborative efforts affective communities-groups held by bonds of affinity though sharing little more than their marginalization and anti-imperial cause. Such affective communities provide an important cultural context for an understanding of Haggard's She and allow us to discern the outlines of the reparative colonial imaginaries that hover at the edges of the text and its struggles with the ideology of empire.
The radicals in Gandhi's affective communities produced counter discourses that may have influenced Haggard's reworking of Gothic conventions, in particular those related to the motif of the secret. At the beginning of She, Leo and Holly are excited to unravel mysteries and reveal secrets, but when they find them, they are horrified and dismayed. Secrets are at the core of the novel's plot-mysteries that are both uncanny and queer. Leo Vincey's origins are a secret, as is the mysterious woman who killed his ancestor, Kallikrates. The speculative world that Haggard creates in the interior of Africa is no less a mystery. The Amahagger people that inhabit this world are mysterious, and their matriarchal society and use of the dead are enigmatic to Leo and Holly's imperialist gaze. The reactions of Leo and Holly to the Amahagger reflect more than simply a fear of the unknown and different; Haggard's use of the uncanny motif, the monstrous and unnatural, may be a subconscious exploration of anti-imperialism and queer embodiment. To Leo and Holly, these mysteries and secrets are uncanny and queer because they destabilize race and gender and, in turn, sexuality. Haggard's exploration of bodies in transition shows how boundaries and categories break down and then refashion and mould together to form new ontologies.
For example, the matriarchal Amahagger people live in a self-sustaining, secret environment called Kôr that is portrayed as both queer and unnatural. Kôr appears queer in light of the way Leo and Holly view its strange and eerie setting; this is most obvious when Holly tells their servant Job, "Yes, it's a queer country, and a queer people too, Job" (59). It appears unnatural because of the way that they understand the female Amahagger's nonheteronormative matriarchal custom of choosing their husband by force, not to mention their perception of female sexuality and aggressiveness as perverse. When Ustane grabs and aggressively kisses Leo, he looks slightly astonished and mistakes her intimacy for "customs of the early Christians" (63), and when Leo and Holly learn that it is the custom for the Amahagger to embrace and kiss men whom they choose to marry and that descent is traced through a matriarchal rather than patriarchal lineage, Holly assumes that Amahagger female aggressiveness is "in direct opposition to the habits of almost every other savage race in the world" (63). When another Amahagger woman later kisses Job, Holly says, "Never shall I forget the respectable Job's abject terror and disgust. Job, like myself, is a bit of a misogynist . . . and the feelings expressed upon his countenance . . . were too mixed and painful to admit of accurate description" (65).
Yet Haggard openly questions the presumed naturalness of the Western sex-gender system when he writes, "Women among the Amahagger are not only upon terms of perfect equality with the men, but are not held to them by any binding ties. . . . It is very curious to observe how the customs of mankind on this matter vary in different countries, making morality an affair of latitude, and what is right and proper in one place wrong and improper in another" (63). Holly suggests that British gender norms are not inherently proper everywhere and that there is scope for freedom of action or thought (latitude). Yet Haggard contradicts this radical sentiment when Billali, a chief and Ayesha's adviser, comments on the Amahagger's matriarchal system. Billali claims that the Amahagger people are perfectly happy with women controlling society, but whenever women gain too much power and appear to overthrow and oppress the men of the community, a few of the women are killed off to maintain balance. When considered alongside the novel's claim that gender norms might reasonably vary from one culture to another, this image of a matriarchy brought violently under control suggests that Haggard's views on gender, like those on empire, were at best conflicted. He creates and in some ways celebrates the possibility of an alternative social organization only to undercut such a possibility, but the latter is narratively less convincing than the former: as readers we witness the social superiority of the Amahagger women but never the men's effort to subdue their power.
Another uncanny motif that She uses to explore the gender-expansive slippages expressive of a distinctly trans modality is that of the doppelgänger. Susan Stryker observes "the epistemological rift between gender signifiers and their signified" that a trans person exemplifies in challenging the assumption that the basis of gender lies with the body (147). J. Jack Halberstam describes the trans person as living with a sense of identity in conflict with the body rather than stemming from it-a state of crossidentification (59). Jay Prosser explains the rift that the trans person experiences between "internal bodily sensations" and "external surface" (43), and Paulina Palmer notes how the relation between an interior state of being and the body in which it is housed might function as a "spectral metaphor" (92). The spectral metaphor is present in She in the transembodiment of Ayesha herself, but a spectral double is also witnessed in the way that Haggard collapses the character of Leo and his ancestor Kallikrates into one figure. Firstly, Ayesha's story, revealed to Leo and Holly as a great secret, haunts Leo's existence. Secondly, when they discover that she is a two-thousand-year-old immortal, the very woman responsible for slaying Leo's maternal ancestor, Amenartes, Ayesha is revealed as an anachronistic double that links the present with the past. Ayesha's confusion in seeing Leo as Kallikrates reincarnated does much the same. Finally, spectrality also lingers in the novel through the deceased citizens of Kôr because the Amahagger interact with their mummified bodies, which are monstrous doubles of their own bodies, and Billali even wonders at how their past existence affects his present condition (85).
Haggard's She can be read, then, as erotohistoriography. Freeman writes that "against pain and loss, erotohistoriography posits the value of surprise, of pleasurable interruptions and momentary fulfillments from elsewhere, other times" ("Time Binds, or, Erotohistoriography" 59) and insists that various queer practices "produce form(s) of time consciousness-even historical consciousness-that can intervene upon the material damage done" (Time Binds: Queer Temporalities 120). Haggard engages in a similar kind of writing practice by suspending the text's adventure plot, driven forward by its English protagonists, in favour of a sustained description of necrophilia. Billali recounts his story of being in love with a female mummy and saving her foot: "I would creep up to her [the mummy] and kiss her cold face, and wonder how many men had lived and died since she was, and who had loved her and embraced her in the days that long passed away. . . . till one day my mother . . . feared that I was bewitched. . . . [and] set fire to her hair. . . . but the feet, I came back and saved" (85). Set in the naturalized setting of the caves, Billali's narrative of necrophilia might typically incite only revulsion, but here it also produces an erotic "time consciousness" for the reader, one that, when read in the context of Billali's genuine affection and sense of loss, partially dismantles imperialism's tendency to cast nature as a dangerous throwback to the uncontrolled sexual energies of the past. Billali's necrophilia is, radically, both erotic and eco-conscious. The novel's erotohistoriography thus overflows the fin-de-siècle sense of what is and is not "proper" and highlights how sexuality and ecosystems inform one another to renegotiate colonial subjectivity. Billali's desire for the dead woman yields a third uncanny motif: the disjoining of time and space. As Freeman writes, Unbinding time does not mean simply unleashing a biological instinct or psychic drive, be it sex or death. Nor does unbinding history mean simply showing how whatever looks like sex is actually a superstructural result of unequal economic relations. Rather, unbinding time and/from history means recognizing how erotic relations and the bodily acts that sustain them gum up the works of the normative structures we call family and nation, gender, race, class, and sexual identity, by changing tempos, by remixing memory and desire, by recapturing excess. Billali's acts unbind him from time, challenge normative structures, and refashion embodiment. The reader is not told whether Billali has actually engaged in sexual activity with the mummy, and it is important to note that I am not arguing that his eroticism is the result of unequal economic relations. Rather, his necrophilia disrupts his family relations, influences his gender and sexual identity, and remixes his desire and memory in his telling of the story. Billali's desire for bodily acts with the undead upends the normative structures of location and space, history and sex, and at the same time disrupts Victorian attitudes toward death.
The uncanny disjoining of time and space also figures into how Haggard refashions what constitutes the "natural" through the way he depicts how indigenous characters interact with their environment. The ruins of the ancient city of Kôr, together with Ayesha's palace within the catacombs of the city, provide a setting that allows Haggard to explore (un)natural spaces and locations. Radical coalitions of the late-nineteenth century advocated for the protection of the "natural" environment, but imperialists advocated for the use of natural resources for profit, and this perpetuated a hierarchical system of imperial governance. Haggard's Amahagger show this system in reverse, for they have engaged in agricultural practices that do not profit imperialism and hierarchy, but each other. The Amahagger cultivate the land to benefit their community members equally, and their interactions with the environment contribute to a classless social system. Haggard explains how the Amahagger have created a society that has mastered cultivation in an environmentally sustainable and biodiverse community that works collaboratively: "A great portion of the plain thus enclosed by Nature was cultivated, and fenced in with walls of stone placed there to keep the cattle and goats, of which there were large herds about, from breaking into the gardens" (98). Furthermore, even though the Amahagger eat meat, Ayesha is a vegetarian who eats only "fruit and cakes of flour, and a little water" (117); thus, even though one might argue that Ayesha represents an imperial power that rules over the Amahagger, she does not benefit from their meat and takes only what she needs from their cultivation to sustain herself. She does not profit from the Amahagger in ways that, for example, the British did from South Africans and in the Transvaal. 2 The Amahagger, living in the remnants of a supposedly greater civilization, seem to live in a kind of queer or trans alternative space and time that both tempts and disgusts the narrator.
Haggard's erotohistoriography functions to queer nature itself by imagining a scenario in which humans are capable of circumventing the biological cycle of life and death. Ayesha's necrophiliac love for the corpse of Kallikrates and her supernatural longevity effectively suspend imperial conceptions of time as linear and teleological, suggesting in their stead a kind of monstrous temporality in which the past refuses to cede to the present. Andrew Smith has commented on the ways that death and resurrection are used to construct a new kind of identity politics in She, "one in which the self 's very instability functions as a threshold into another possible world that transcends the colonial" (104). This other possible world is Haggard's speculative world, a world in which Victorian conceptions of nature and the erotic are not stable fixtures. Ayesha transcends her biological mortality not only by living for two thousand years, during which she never ages, but also by surviving even her own death-Haggard resurrected the character for the 1905 sequel Ayesha: The Return of She. In that novel, Ayesha appears reincarnated in the form of an old priestess of the god Hes. Furthermore, the character Atene, the queen of Kaloon, who is also in love with Leo, is proclaimed by Ayesha to be the reincarnated Amenartes, maternal ancestor of Leo, thereby re-establishing the original love triangle of Ayesha, Kallikrates, and Amenartes. The essence of all three characters can, moreover, be viewed as genderqueer because Ayesha and Atene maintain power over the male characters, subverting the patriarchy and heteronormative standards of the Victorian era.
One more example, though almost certainly not intended by Haggard, is worth mentioning because of its powerful illustration of the way in which She breaks down boundaries between the monstrous and the natural to shape what I have called a transgothic ecology. The Amahagger work collaboratively to sustain their environment by reusing artifacts from the catacombs of the lost civilization of Kôr for everyday essentials, an eerily prescient anticipation of the modern practice of recycling. The Amahagger's willingness to reuse and repurpose the found materials of a lost civilization, up to and including taking such matter as objects of desire, reworks notions of abjection and sustainability: the ancient embalming table is now used for feasting; the Amahagger employ the tombs of the dead as sleeping chambers, often cohabiting with the mummified bodies; they reuse vessels buried with the dead; and, in classically Gothic fashion, they employ the mummified bodies as torches. 3 Barri J. Gold calls such practices "recursive recycling"; she notes how "the Amahagger . . . embrace what others abject as refuse, filth, or waste. . . . [and claims that] they are the ultimate recycling society" (323). Gold continues, "Within She . . . the corpse provides a figure for those moments of tension, anxiety, abjection, that tell stories and promote (reading) practices undoubtedly not originally intended" (306). When She recycles the dead, it produces an erotohistoriography that elicits pleasurable interruptions and momentary fulfillments and interrupts the imperial mission, even as it registers pain and loss. Rather than cataloguing and displaying the mummies and artifacts, as the Victorians did, the Amahagger use them in ways that add value to their everyday lives.
Haggard's mummy scene, however, glosses over the value of the Amahagger's recycling society by eroticizing their eco-conscious practices: "There was something very terrible, and yet most fascinating, about this employment of the remote dead to illuminate the orgies of the living" (164-65; emphasis added). Haggard's description makes the novel's English characters into voyeurs who surreptitiously take in the eroticized activity of the African people-the naturalized setting becomes a world of unrestrained sexuality. Nevertheless, this scene recognizes that in death, humans survive through their repurposed matter and property, recalling Grosz's concept of how becoming undone leads to becoming something new. It is an apt example of how transgothic ecologies can unmake imperial discourses and raise questions about what counts as natural or monstrous. c o n c l u s i o n One of Haggard's biographers, Peter Ellis, argues that Haggard was actually a great anti-imperialist. He writes, "In my quest for Haggard, one aspect of his work particularly fascinated me and that was his lack of racial prejudice and cultural exclusiveness which was so often a dominant factor in literature of the period" (6), and "when Haggard came up against a genuine imperialist, the man for who empire spelled financial exploitation and profit, he was sickened" (7). Ellis furthermore contends that Haggard's yearning to understand the universe and humankind's purpose in it shows his discontent with his own time and his fascination with imagining and investigating ancient cultures. " [T] his," he writes, "is one of the subconscious keys to the immortality of Haggard's tales and a reason why the stories, in whatever historical setting he gave them, are timeless" (10; emphasis added). Though I don't agree with his rationale for casting Haggard as a great anti-imperialist, Ellis makes a good point about how Haggard subconsciously reworks his discontent through speculative worlding. For instance, Haggard expresses his dissatisfaction concerning the treatment of the Zulu nation during Europe's great scramble for Africa. His disgust concerning the Boers' use of violence in the Transvaal is evident: "The natives are the real heirs to the soil and surely should have protection and consideration. . . . we have handed them over without a word to the tender mercies of one where natives are concerned, of the cruelest white races in the world" (qtd. in Pocock 51-52). Nonetheless, the idea that the Western intellect is best positioned to understand non-Western history and culture undergirds the "genuine" imperialism that Haggard disavowed. Haggard was neither a great anti-imperialist nor a staunch imperialist; he wavered between contradictory feelings, and that wavering is subconsciously reflected in his fiction.
I posit that Haggard's She has much to say about the mixed feelings concerning empire that many Victorians entertained. There is more ambivalence and contradiction in this novel than there is a desire to reproduce the stereotypical image of Africa in the colonial European imagination. As Haefele-Thomas notes, in the process of displacing his feelings, Haggard also transgresses boundaries, disintegrates binaries and bodies, and produces queer imperial transmogrifications in She that not only transcend the alignment of racial otherness and queer possibility but also create panic . The text's queer ontologies and radical interests in environmental sustainability provide opportunities, I argue, for a reparative reading of this much-critiqued novel. She repurposes the uncanny motifs of the secret, the disjoining of space and time, and the figure of the double to draw out the complexities of imperialism, and its narratives of abjection prompt the reader to reflect critically on the relationship of humans to the environment.
Haggard, in short, uses his speculative imagination to highlight the ways that gender and sexuality inform an understanding of nature, and vice versa. The narrative elements and images cited here-the Amahagger's matriarchal society, their eco-conscious reusing and recycling of the past, the interdependency of the living and the dead, and the different ways that gender and sexuality inform an understanding of nature-only scratch the text's surface. Yet, taken together, they help adumbrate the outlines of a surprisingly complex transgothic ecology. I am not claiming that Haggard's fiction does not traffic in a version of imperial propaganda, for certainly many examples show otherwise; however, I do propose that She offers different ways of knowing and world-making that are valuable in disarming anxieties concerning the erotic body and its relation to nature. H. Rider Haggard's conscious yet sometimes subconscious imagination resists imperialism and at the same time opens up a new discourse for Victorians on ecologies that we might read through a transgothic lens. A close reading of contradictions in She establishes a starting point for a kind of reparative reading that moves us toward emerging transgothic ecologies.
